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[T]he awful lonesomeness is intolerable. The intense concentration of self in the middle of such a heartless immensity, my God! who can tell it! […] By the merest chance the ship itself at last rescued him; but from that hour the little negro went about the deck an idiot; such, at least, they said he was. The sea had jeeringly kept his finite body up, but drowned the infinite of his soul. Not drowned entirely, though. Rather carried down alive to wondrous depths, where strange shapes of the unwarped primal world glided to and fro before his passive eyes; and the misermerman, Wisdom, revealed his hoarded heaps; and among the joyous, heartless, ever-juvenile eternities, Pip saw the multitudinous, God-omnipresent, coral insects, that out of the firmament of waters heaved the colossal orbs. He saw God's foot upon the treadle of the loom and spoke it; and therefore his ships called him mad.
(MD, p. 414) Immersed in 'wondrous depths', Pip appears to go mad, and, for his shipmates, this madness is manifested foremost in the way in which the ocean has inflected Pip's voice. Following his encounter with 'the unwarped primal world' -an act which distinguishes him from the majority of Melville's sailors who, of necessity, are confined to the ocean's surface -Pip comes to speak what, I argue, might be considered a language of the deep.
By focusing specifically on Pip's experience of the depths, this article argues that language, if it is to engage productively with the ocean, requires dramatic reconfiguration in the unstable and famously un-inscribable 'watery part of the world' (MD, p. 3) . Speaking for or with the ocean, Pip comes to embody the 'strange shapes' of the depths, his voice exhibiting an instability that recalls the fluidity of the 3 element into which he has plunged. As such, Pip offers a useful touchstone for the emergent field of oceanic studies and the role that might be played by the speaking human in representations of the nonhuman ocean. Moreover, by seeming to speak for and with something otherwise notable for the silence with which it is invested by Melville and his mariners, Pip offers up a challenge to the hegemonic authority of Melville's human seafarers: the voice that Pip brings back with him from the depths destabilizes not simply the tyrannical authority of Ahab (whose sympathy towards Pip very nearly causes him to abandon his quest), but also the interpretive and discursive powers of all those who attempt to engage with Pip. In this way, the silence imposed upon Melville's ocean is broken. Pip, in more ways than one, offers a language of resistance.
My discussion begins by examining the silence of the ocean and the ways in which the crew of the Pequod are themselves inadequately prepared for encounters with the ocean's depths. I will then go on to discuss the ways in which Pip's voice can be read as coextensive with the nonhuman oceanic depths and demonstrate the ways in which its oceanic dimensions destabilize human authority. To this end, a consideration of Ferdinand de Saussure's theory regarding the syntagmatic and paradigmatic qualities of language use will be productive, for the ways in which it posits the possibility of mapping language spatially; read paradigmatically, I argue, Pip's speech acts symbolically echo the depth of the ocean. Ultimately, I aim to suggest what an oceanic voice might sound like and to posit what can be termed an oceanic poetics.
Sea Voices

4
The centrality of the seas to the development of American literature in the nineteenth century has long been acknowledged. 2 For critics such as Margaret Cohen, the seas are a place eminently suited to America's assertion of independence, while, in their literal and imaginative freedoms, they offer a place for meditation on the American condition. 3 For both Cohen and Hester Blum, the sea is also a place where physical and imaginative labour intermingle. 4 Blum especially is interested in recovering the voices of nineteenth-century skilled maritime labourers who played an intrinsic part in America's extensive textual engagement with the sea.
More recent still is the emergent discourse of oceanic studies, which aims to recover such maritime voices while paying close attention to the ways in which oceanic experience demands a critical framework that reflects the specificities of life at sea, one which does not misrepresent or distort maritime life through the application of 2 I use the terms sea and ocean interchangeably throughout this essay, as Melville does throughout his work. To start thinking about language as something that travels along different axes is to recall Saussure's distinction between the syntagmatic and the associative (now more commonly, the paradigmatic) qualities of language -later adopted in Roman Jakobson's explication of poetic language. The syntagma refers to the 'linear character of language'; it is the successive chain in which language is uttered, in which words are 'strung together one after another […] preclud[ing] the possibility of uttering two words simultaneously'. 17 In this chain, meaning depends on the way in which any given word interacts with the words preceding it and following it.
Operating alongside this is the paradigmatic aspect to language. It is here that language begins to exhibit something akin to a vertical dimension, something like depth. The paradigmatic is a type of word association and exists 'outside the context of discourse', as it refers to 'words having something in common [which] 
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'seeds', 'chimes', 'ships' or 'slips'. Both the syntagmatic and paradigmatic chain are in play whenever we use language.
For Jakobson, the poetical nature of language (which is not restricted specifically to poetry itself, but extends to prose and everyday speech) is to be understood as arising from the way we select particular signs from the variety offered by the paradigmatic axis and combine them together along the syntagmatic axis. 'The selection is produced on the base of equivalence, similarity and dissimilarity, synonymity and antonymity, while the combination, the build of the sequence, is based on contiguity'. 19 Discourse therefore takes place along the horizontal axis, but the speaker has already made their language choices from the available options on the vertical axis. Coherence depends on the appropriate selection and ordering of the paradigmatic along the syntagmatic axis; to move too far into the paradigmatic, or to draw inappropriately from it, is to inhabit Jakobson's poetical dimension while also courting incoherence. Pequod, while also offering a way of thinking about complementary kinds of depth or verticality in speech acts and in oceanic experiences. It is common in criticism on
Pip to address the way Pip's altered language offers new perspectives for engaging with the epistemological significance of the whalers' voyage and environment.
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What I am suggesting also needs foregrounding is just how this altered language functions on a linguistic, and not simply a semantic, level. It is the poetics of Pip's language that matters here.
Silence and the Squid
The sea has long enjoyed a particularly unsteady relationship with the human voice in its literary representations. In this space, speech acts are disrupted and language fails to function as a reliable system of signification as the sea, in its liquid instability, troubles both the efforts of those who attempt to impose form on this formless medium and the networks and communities underlying language. 22 What I think is especially important about Melville's characterization of the sea is the silence he imbues it and its inhabitants with -a feature which, of course, denies the sea its own voice. The whale, for instance, the great emblem of the inscrutability of the seas, Without its own voice, without the power to speak back, the meaning of the sea is up for grabs for those who can colonize it linguistically and semantically.
Moreover, it is a meaning that can continually be challenged and re-made. Even
Ishmael's professed admiration for a sea that 'will permit no records' inscribes the sea with meaning, casting it as an unwritten and -therefore unoccupied -space. Yet the sea also exceeds modes of representational discourse, such that, as above, it One of the harpooners, Daggoo, has cried out for a whale, but as the whalers approach the creature they discover instead a giant squid floating on the ocean's surface:
We now gazed at the most wondrous phenomenon which the secret seas it is a 'vast pulpy mass' with 'innumerable' 'curling and twisting' arms; it is 'formless'
and 'chance-like'; it is spatially disorientating with '[n]o perceptible face or front' and it seems squashed into just two dimensions, 'length and breadth' -an observation that fails to grant the squid any depth. Overloaded with adjectives, similes, and hedged conjectures, which all attempt to somehow give linguistic form to the squid's apparent formlessness, Ishmael's language instead ultimately ends up echoing that formlessness. From Ishmael's surface-bound perspective, this vision of the deep is alien to the stability and solidity that language aims to grant things by fixing, describing, and naming them; the squid, it seems, will not be fixed by a final signified.
To recall Lee's description of Melville's language use, Ishmael's narrative becomes 'slippery' and 'partial'. There are perhaps two interrelated reasons for this.
Understanding depths via their occasional manifestation at the surface is of course to lose the specificities of the deep and to try to account for something out of context; it is to see that object distorted, to both make it strange (in relation to the deep) and reduce its original strangeness (on the surface). 31 Following from this, we 31 Evans makes a similar point on the ways in which whales themselves are identified by, and spoken about among, whalers: 'Whalers do not look for some fully invested caricature of the whale, floating about the surface or swimming in its crystalline waters. They find whales by employing the signs of their whereabouts. Employing signs does not entail reading them for meaning (squid does not mean "whale") but involves using them to get one's bearings' (p.
124).
Whales cannot be seen in their entirety and when they are spoken of it is in reference to signs that mediate between the whaler and the whale itself, at one remove from the might also think of ways in which the oceanic depths and its inhabitants are indeed illogical; that is, how the ways in which form or orientation or space occur in the depths either diverge from or exceed how surface-dwellers traditionally understand those things. From the perspective of the surface, the squid seems without 'sensation or instinct', thereby proving that Ishmael cannot think like a squid nor confront the depths on their own terms -he fails to grasp that what equates to instinct and sensation on the surface may not be the same in the nonhuman realm beneath him. In his final effort to present the squid, he approaches it through a series of negations, concluding with a dismissal of the possibility of instinct in the squid. To approach an object in such a way is, of course, to posit the object as an absence within language, even during the process of utterance. The squid is significant for what it is not and for what it lacks, and Ishmael accommodates it within his language by carving out this empty space for it, which description circles around but ultimately fails to occupy.
Ishmael's shipmates, too, are troubled by the squid and its meaning, as they find themselves silenced by the encounter:
As with a low sucking sound it [the squid] slowly disappeared again, Starbuck still gazing at the agitated waters where it had sunk, with a wild voice exclaimed-'Almost rather had I seen Moby Dick and fought him, than to have seen thee, thou white ghost!'
[…] Ahab said nothing; turning his boat, he sailed back to the vessel; the rest as silently following. (MD, p. 276) creature that cannot be seen out of the context of the depths in which it is at least partially obscured.
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The 'low sucking sound' of the squid -the nonverbal and unrepresentable voice of the deep -prompts Starbuck to exclaim in an uncharacteristically 'wild voice', while
Ahab says nothing at all, and his crew, their voices contingent on his voice, follow suit. The crew are effectively silenced by the creature from the deep, which sits outside any viable frame of reference for their discourse.
Following Daggoo's cry for 'whale!', the whalers have gone in search of a whale, but this is not what they find and there is, it seems, nothing more to say on the matter. None of this is to imply, of course, that the whalers are unimaginative users of language. The curses and exhortations bellowed by one like Stubb while piloting his whale-boat demonstrates how deeply the whalers are invested in creative speech acts, in speech acts whose imperative function mirrors and produces the physical fury of pulling after a whale across the surface of the ocean (an example may be found in Stubb's rather poetic haranguing of his crew in Chapter 48, 'The First Lowering'). Indeed, to enter into the world of maritime labour is to immerse yourself in the peculiar linguistic community specific to the manning and maintaining of a sailing vessel, whose nuances it is essential to comprehend. As Greg Dennig writes, 'the force of seamen's language lay in its capacity to relate actions to a precisely named environment', and such a language 'created a remarkable sense of rhythm and tempo'. 32 The encounter with the squid in Moby-Dick sits outside of this lexicon. Going in search of a whale and finding a squid, the language of the whalers is suddenly redundant -the squid is not part of this discourse and to suddenly encounter it leaves them silenced. It is into this community that Pip re-emerges after his fall into the ocean, and it is into the whalers' discourse that Pip introduces the possibility of a language from the depths, one that brings the voice of the deep onto the ship and breaks the silence that Ahab's linguistic authority relies on. 33 The consequences of Pip's return are to highlight the limitations of his shipmates' language, but also to perform language differently, offering a language that engages with the oceanic depths by positioning itself vertically -against what I am terming conventional, horizontal discourse. In this respect, language broadly mirrors the topographies with which it is primarily concerned. A horizontal or syntagmatic language maps the oceanic surface with which Melville's whalers are engaged, while Pip's vertically-oriented or paradigmatic language mirrors the oceanic depth he experiences, thereby suggesting a symbolic affinity between two different types of horizontality and verticality -the oceanic and the linguistic -predicated on the fact that Pip is forced to acknowledge a new dimension to oceanic experience, one not accounted for in the conventional language of the mariners.
Pip's Oceanic Poetics
Before we can assess how Pip's oceanic voice comes to bear on the crew of the Pequod, it is helpful to understand how Pip functions on the ship before his accident. 33 Pip's return is also a break in a boundary that is, at best, perilously maintained throughout the novel and, at worst, entirely illusory -that is, the boundary between the ship and the sea. Ishmael attests to the frequency with which leaking boats are plugged with bits of cloth, and Ahab himself, with his ivory leg, exists -part man, part whale -as a symbol of the continual intermixing of these environments that notionally stand opposed to one another.
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We first meet Pip in Chapter 40, 'Midnight, Forecastle', as the crew give themselves over to song and dance prior to the onset of a storm. 34 The revelry on display in this chapter, and the outpouring of unrestrained voices it includes, comes mere hours after the crew have sworn allegiance to Ahab and his hunt in 'The Quarter-Deck'.
Something of an antithesis to this earlier chapter, in 'Midnight, Forecastle', Melville foregrounds the voices of individuals, whose utterances partake of the rhythmic and musical qualities of song, and goes some way towards reasserting the polyvocality of the crew. Additionally, the musicality of Pip's voice works to transform how Pip is engaged with language: it shifts from something that signifies because of what it says, to something that is significant for how it sounds.
Pip is also beginning to conceive of vertically-oriented speech, which begins to assert a correspondence between different types of darkness. Pip here addresses his speech up to the storm, towards 'the big white God aloft there somewhere in yon darkness'. Pip asserts his blackness in opposition to a whiteness that surrounds him, while directing his speech vertically upwards towards a God who also inhabits 'darkness'. Pip rethinks the spatial dimensions of speech, moving away from the 'noisy' horizontal field implied in Evans' reading of Moby-Dick, towards a verticality that seems to symbolically correspond to the blackness through which he is repeatedly read by his shipmates. 36 Moreover, this language is already being unmoored from the subjects or interlocutors it depends on. Pip locates God 'somewhere in yon darkness'. Pip cannot conceive precisely where his imagined and intended audience lies, and though Pip's speech remains anchored 'down here' to the speaking subject, there is no guarantee that it reaches its final destination. This moment has elicited much critical commentary for the way it seems to offer a reading of ways of reading; Pip, from this perspective, is not reading the coin but reading his shipmates' actions and by so doing Pip's words 'do not emphasise distinct perspectives but, instead, define perception as a shared, structurally linked activity'. 37 If, then, Pip's deconstruction of the reading and the meaning-making process stresses the communal dimensions of such processes and recognizes that language is 'not private, but public', the 'awful lonesomeness' of Pip's experience of the ocean means it is ultimately an unshared and unshareable experience: there is nobody with whom he can enter into a meaning-making discourse. Moreover, despite the idea that Pip is emphasizing that processes of seeing and interpreting have a fundamentally communal dimension, Pip's own observations continue to fall outside any community and, as we have seen, produce a space with which others fail or refuse to engage. That this may lead to the ostracizing of the single subject from discourse is already implied in the syntactical mirroring at work in Pip's statement, in which the 'I' of the opening clause is transformed into and submerged beneath the 'we' of the second clause: the statement proposes a process of depersonalization. Pip is not a closed-off, stable subject, but something akin to a porous vessel whose 'babbling subjectivism' suggests a fluidity to his character with roots in his undoing in the ocean. Yet even for Ahab it is Pip's speech from which he must ultimately isolate
